In his conclusion, Kennedy quotes Richard Nelson, author of the play Sweet and Sad, saying 'I think the repercussions of 9/11 are in many, many plays in the last 10 years: The feelings of things being ripped out from under you suddenly. One moment it's one thing and the next it's another -that sense of lack of solid footing, that sense of being adrift' (Kennedy, 2011). Nelson's insight reaches the heart of the matter in its recognition of multiplicity. The event of 9/11 effectuated a collective cultural trauma for the American citizenry, a primary consequence of which was the revealing of the utter destruction of our master narrative. Utilizing contributions from contemporary psychoanalytic theory on collective trauma alongside performance studies work focused on memory, identity, and ideology, I will propose that Americans' inability to narrate our collective experience suspends the post-traumatic state and, as a result, that the theatre's response to 9/11 has been restricted to a representation of the individual, and of personal rather than political trauma. I will end by investigating the reconstructive potential of an art form that relies on narrative, collectivity, and the fantastic in working through a traumatic event and re-establishing possibilities for identity and community.
First, though, I would like to examine the socio-cultural, psychological, and artistic forces at work in perpetuating the lack of the 'iconic 9/11 play.' While Freddie Rokem's (2000) notion of 'time lag' is certainly at work in ways that I will explain momentarily, I reject Kennedy's eventual conclusion that 'it's still too soon.' 1 In fact, most extant 9/11 plays were written, rehearsed, and performed within a year of the event. A number of others were produced to commemorate the tenth anniversary, but extremely few were staged in between. The flurry of activity in the 12-month period after the attacks evinces the central obstacle to creating an iconic 9/11 play: the impossibility of reconstructing the master narrative. In the immediacy of their responses, these plays used temporality to their advantage, constructing and articulating stories that attempted to make sense of what had happened and what had changed before a new, unified narrative emerged. They were what Jean-François Lyotard (1989, p. 127 ) calls the 'thousands of uncomfortable little stories,' little, 'because they are not extracts from some great history, and because they are difficult to fit into any great history.' The fallacy of the master narrative had been revealed and these first narrations utilized the space that resulted from that revelation to perform their own understandings of the causes and consequences of the traumatic event.
A collection of short, new plays entitled Brave New World, written and performed by some of the theatre industry's most respected and
